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Modal References in the Byzantine Heirmologion. 







Abstract: In the Byzantine notations, the main purpose of the medial signatures (MeSi) 
is to clarify aspects of modal changes in the melody, wich are usually connected with 
the structure of the text. In the Palaeobyzantine heirmologia the use of MeSi is limited, 
since the plain modal structure and the short texts do not offer the opportunity to build 
articulate modulations.  
In this respect the MS Grottaferrata E.γ.III reveals peculiar characteristics, because it 
contains a greater number of MeSi than the other heirmologia. The analysis of the MeSi 
and the phthorai used in this codex shows that they both seem to be not only a signal 
for brief modulations or transpositions, but also a “diastematic” indication. In any 
case, based on present knowledge, some occurrences remain without a plausible 
explanation. 
 
Keywords: Heirmologion, Palaeobyzantine notation, Coislin notation, medial 
signature, phthora, nana, nenano. 
 
 
The MS E.γIII from the Library of the Grottaferrata Greek Abbey is a heirmologion 
written between the first and the second quarter of the twelfth century in Southern-
Italy, as demonstrated by the palaeographical and codicological studies of Lucà1 and 
 
1 Santo Lucà, “Rossano, il Patir e lo stile rossanese. Note per uno studio codicologico-paleografico e 
storico-culturale,” Rivista di studi bizantini e neoellenici 22-23 (1985-86), 152-153, n. 280; Santo Lucà, “Su 
origine e datazione del Crypt. B. β.VI (ff.1-9). Appunti sulla collezione manoscritta greca di 
Grottaferrata,” in Tra Oriente e Occidente. Scritture e libri greci fra le regioni orientali di Bisanzio e l’Italia, ed. 
Lidia Perria (Roma: Dipartimento di Filologia greca e latina sezione bizantino-neoellenica, Università 
di Roma «La Sapienza», 2003), 190. 
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D’Agostino.2 As attested by some annotations,3 it was kept in the library of the 
monastery of Saints Elias and Anastasius at Carbone in Lucania, but it is not possible 
to state whether the codex was written in this monastery. 
The manuscript uses a Coislin Palaeobyzantine notation - that Strunk calls “moderately 
developed” and Floros ascribes to stage Coislin V-VI - with the quite frequent and 
noteworthy insertion of neumes from the Chartres notation.4 
As far as the melodic tradition is concerned, the Grottaferrata heirmologion belongs to 
the family called by Hoeg “H-group” and by Busch  “Ga-Familie” - together with the 
MSS: Paris, Coislin 220 (O), Patmos 54 (Pa), Athos, Iviron 470 (H), Athos, Vatopedi 
1531 (Va), Grottaferrata, E.γ.II (G), Jerusalem, Saba 83 (S).5 
As I had already observed, this codex has several interesting characteristics: the 
graphic look of the notation is quite ‘old fashioned’, compared with the approximately 
contemporary MSS Coislin 220 and Patmos 54. The notational system instead seems to 
be rather modern, showing a peculiar search for a way to obtain a certain degree of 
diastemacy, although in a careless and sometime confused way.6 
The quite widespread use of the homoion (or prosomoion) moves in this direction; as the 
name homoion suggests, this sign indicates the repetition of a melodic phrase. This sign, 
helping the visualization of the melodic structure, contributes to the understanding of 
the textual and musical organization. 
Moreover, it is interesting to observe that in some cases the notation of the repeated 
phrase can be quite different from the first presentation.7 In this regard, an analysis of 
its use could be interesting, in order to understand what was perceived as a ‘same’ 
melodic phrase, in a given echos.8 
 
2 Marco D’Agostino and Sandra Martani, “Il ms. Crypt. E.γ.III: un Heirmologion italo-greco,” in Quod 
ore cantas corde credas: studi in onore di Giacomo Baroffio Dahnk, ed. Leandra Scappaticci (Città del Vaticano: 
Libreria Editrice Vaticana, 2013), 155-156. 
3 Cf. D’Agostino and Martani, “Il ms. Crypt. E.γ.III,” 153, n.18, with previous bibliography. 
4 Cf. ibid., 164. 
5 With regard to the Middle Byzantine version of the 14th century. 
6 D’Agostino and Martani, “Il ms. Crypt. E.γ.III,” 155-169; Sandra Martani, “The Neumatic System in 
the Heirmologion Grottaferrata E.γ.III. The Search for a Diastematic Notation?,” IMS Congress (Venice, 
30 July 2014) unpublished.  
7 Cf. for exemple the heirmos Ἀγάλματος χρυσοτεύκτου (Ga f. 59v) 
8 Such investigation is not the issue of this study, but it could be an interesting matter for future 
researches, in order to understand the way in which modal rules work in the construction of a melodic 
formula.  
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If we compare the data collected by Raasted,9 MS Grottaferrata E.γ.III reveals its pe-
culiarity also in the use of the medial signatures (MeSi). 
As Raasted pointed out, the medial intonations in Palaeobyzantine manuscripts  
 “were used to prepare and support modal changes within a melody – and 
since these modal changes were usually dependent on the text structure, 
the MeSi would usually be put at textual ‘turning points’.”10 
For this reason, MeSi are seldom inserted in the Palaeobyzantine heirmologia, because 
the text of a heirmos is generally brief and it does not offer great possibilities of modal 
changes or modulation.11 
Taking Raasted’s table as starting point, and adding new data from Patmos 54 and 
Grottaferrata E.γ.III12 it is already possible to make some interesting observations: 
1. In the first plagal mode the earliest and the latest of the examined MSS use a similar 
number of MeSi, however some of these occurrences appear in different places: five of 
them are in the Laura MS only, two are in the MS Patmos 55, and four are in the Iviron 
MS only. That means that (a) their use was relatively free and (b) that it is not possible 
to speak about their progressive disappearance in the Palaeobyzantine heirmologia, 
even though the use of MeSi ceases, almost completely, in the medieval MSS in the 
developed Middle Byzantine notation.13 
2. Grottaferrata MS uses the greatest number of MeSi and four occurrences of MeSi can 
be found only in this codex.  
3. Grottaferrata and Coislin heirmologia seem to have the most similar tradition: they 
agree in the use of the MeSi, of which both hold about the same amount in the same 
heirmoi and places.  
As Raasted already observed, by far the most common MeSi are those reaffirming the 
main echos and those modulating into parallel mode (authentic or plagal). In less cases, 
the respective mesos is used. It is possible to find ‘far’ modes, even if more rarely14 (in 
Raasted’s table there is only one example from the MS Laura B.32 in which a MeSi of 
the second authentic mode is used).15 
 
9 Jørgen Raasted, Intonation Formulas and Modal Signatures in Byzantine Musical Manuscripts, Monumenta 
Musicae Byzantinae, Série Subsidia, 7 (Copenhagen: Munksgaard, 1966). 
10 Ibid., 96. 
11 Ibid., 97. 
12 Ibid., 97-98. See table 1 at the end of this article. 
13 Raasted, Intonation Formulas, 125-126. 
14 Ibid., 72.  
15 Ibid., 98. The table lists the MeSi in plagios tou protou. 
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The analysis of the entire repertory of the Grottaferrata MS shows that it uses a great 
number of MeSi (in total 228 occurences).16 Their use confirms these general rules, with 
the only exception of the repetition of the main signature as MeSi, which occurs only 
seven times in all. Moreover, it is possible to observe that some modes, as protos and 
tetartos – with their related plagioi – are the most articulated in the choice of MeSi, with 
the use of almost the whole oktoechos. 
On the contrary, the deuteros echos, authentic and plagal, uses rarely MeSi, but instead, 
the sign of phthora is often present (45 times in the deuteros and 16 in its plagal mode), 
while it is absent in the other modes (with the exception of two occurrences in the 
barys).  
We should note that in the barys the use of the MeSi of the deuteros is frequent: 11 times, 
from a total number of 28 signatures in this mode. 
As already observed for the plagios tou protou, the comparison with the other 
contemporary heirmologia shows that the Grottaferrata MS uses MeSi more often than 
the other heirmologia and uses them very similarly to the MS Coislin 220. 
In the protos a particular sign, present in two different heirmoi of the same Christmas 
Kanon Χριστὸς γεννᾶται δοξάσατε, deserves our attention.17 
I would suggest that this sign (that I did not find before) is the ‘flourished’ letter mi, 
that could be a stenographic mark for the word mesos. 
If we compare the same passage in the MSS belonging to the same family, we can 
observe that all the codices in Palaeobyzantine notation use a similar sign, but with a 
slight different ductus.18 In Patmos 54, in particular, the final stroke of the pen has two 
points (perhaps kentemata) placed above.19  
In the Patmos version of the heirmos Ὅλος ἐκ παθῶν, it is noteworthy that this sign is 
accompanied by some non-sense syllables (χε ου ε). Even if these syllables are not typ-
ical of the intonation formula of a particular echos, in my opinion we can infer that it 
could be like a medial echema. It is no accident, I believe, that it is inserted in the Christ-
mas canon. As Raasted observed, intercalated intonations can be used to add “festivity 
 
16 See table 2. 
17 The heirmoi are Σπλάγχνων ᾿Ιωνᾶν and Ὅλος ἐκ παθῶν, see table 3. 
18 See MS Coislin 220, f.10r-v, https://gallica.bnf.fr/ark:/12148/btv1b11004636g/f11.item (images 11-12. 
Accessed 16 January 2021). 
19  MS Patmos 54, f.11v. 
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to the performance”.20 In the Middle Byzantine version, instead we find a long me-
lisma, with thematismos in the Iviron MS, ending on D.21 
Another sign with a doubtful meaning is the MeSi,  or   that can be used to 
express either nana or nenano.22 
On the nenano, theoretical treatises agree, even if with formal differences, to connect it 
with plagios tou deuterou.23 In a long description, Chrysaphes adds that “it has its own 
melody […] and its own energy.”24 
About nana, the treatise of Pseudo-Damaskenos provides the following explanation: 
“Question: How does the enechema of the third mode go? – Answer: Nana, i.e. O, 
Conforter forgive!” and later “The echos tetartos has nana (as mesos)”.25 
 
20 Jørgen Raasted, “Length and Festivity. On Some Prolongation Techniques in Byzantine Chant,” in 
Liturgy and the Arts in the Middle Ages: Studies in Honour of C. Clifford Flanigan, eds. Eva Louise Lilie, and 
Nils Holger Petersen (Copenhagen: Københavns Universitet and Museum Tusculanum, 1996), 77. 
21 Cf. MS Iviron 470: Σπλάγχνων ᾿Ιωνᾶν, f. 7r; Ὅλος ἐκ παθῶν, f. 7v: cf. Hirmologium Athoum, codex 
Monasterii Hiberorum 470, ed. Carsten Høeg, Monumenta Musicae Byzantinae, Série principale, 2 (Co-
penhagen: Munksgaard, 1938) and Grottaferrata E.γ.II: Σπλάγχνων ᾿Ιωνᾶν, f. 17r-v; Ὅλος ἐκ παθῶν, 
f. 5r: cf. Hirmologium E codice Cryptensi E.γ.II, ed. Lorenzo Tardo, Monumenta Musicae Byzantinae, Série 
principale, 3 (Roma: Libreria dello Stato, 1950). 
22 Cf. Raasted, Intonation Formulas, 230. 
23 In Hagiopolites: “In a similar way the mesos deuteros takes its beginning from plagios deuteros; but if, 
after the plagios deuteros enechema, you add nenano as epechema, a mesos deuteros is sung”. See: “The Hag-
iopolites. A Byzantine Treatise on Musical Theory. Preliminary Edition,” ed. Jørgen Raasted, Cahiers de 
l’Institut  du Moyen Age Grec et Latin 45 (1983), https://cimagl.saxo.ku.dk/download/45/45Raasted1-
99.pdf (accessed 16 January 2021), § 33,21. Gabriel Hieromonachos, Abhandlung über den Kirchengesang, 
eds. Christian Hannick, and Gerda Wolfram (Wien: Österreichische Akademie der Wissenschaften, 
1985), 541-544: «Τινὲς δὲ βούλονται λέγειν τὸ τοῦ νενανὼ μέλος ἔνατον ἦχον· οὐκ ἔστι δέ, ἀλλὰ 
μᾶλλον πλάγιος δευτέρου δεδεμένος. Τεθεῖσα γὰρ ἡ τοῦ νενανὼ φθορά, ἔδειχεν ἡμῖν τὸν πλάγιον 
τοῦ δευτέρου ᾆσαι δεδεμένως» [“Someone believes that the melos of nenano is the ninth mode, but it 
doesn’t. It is rather connected with plagios tou deuterou. When the phthora of nenano is placed, […] it has 
to be sung with the plagios tou deuterou”.] (English translation by the author of this article). 
24 Dimitri E. Conomos, ed., The Treatise of Manuel Chrysaphes the Lampadarios: On the Theory of the Art of 
Chanting and on Certain Erroneous Views That Some Hold about It. (Wien: Österreichische Akademie der 
Wissenschaften, 1985), 490-518; in particular: 499-501 (…ἴδιον γὰρ μέλος ἔχει παρὰ τοὺς ἄλλους ἤχους 
καὶ παρὰ τὰς φθορὰς αὐτῶν καὶ ἄλλην ἐνέργειαν). 
25 Die Erotapokriseis des Pseudo-Johannes Damaskenos zum Kirchengesang, eds. Gerda Wolfram, and Chris-
tian Hannick (Wien: Österreichische Akademie der Wissenschaften, 1997), 580-581: «ἐρώτησις· ὁ δὲ 
τρίτος πῶς ἐνηχίζεται; ἀπόκρισις· νανά, ἤγουν Παράκλητε, συγχώρησον.» 679: «Οὕτως ἔχει ὁ 
τέταρτος τὸν νανά, διότι μέσος τετάρτου ἔνι τὸ νανά […].» (English translation by the author of this 
article). 
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Gabriel Hieromonachos says: “The echema of the tritos is known as nana”,26 and 
Chrysaphes refers: “Only when triphonia occurs in the third mode, the phthora of that 
mode is used; it is also called the phthora of the plagal of the fourth mode and it is 
named nana”.27 
In the treatise of Hagiopolites there is no definition, but an example links the enechema 
of the plagal of the fourth mode with nana.28 
This double meaning is reflected in the use of the notated sources, as the following 
analysis tries to show. In any case, its typical pitch is c. 
In the first mode, the Grottaferrata MS inserts the sign ten times, to introduce a phrase 
usually with kentema on oligon and parakletike.  
In the Patmos MS there are no MeSi, in Coislin 220 MeSi are used only twice, in 
connection with a phrase that begins with oligon and parakletike (one time a kentema is 
on oligon).29 If we compare the same passages in the MS Iviron 470 (in Middle 
Byzantine notation), we always find this sign connecting a phrase ending on G with a 
phrase beginning on c.30   
The Iviron MS too uses twice the same MeSi.31 In particular, in the heirmos Τὴν 
φωτοφόρον νεφέλην there are only the tail-neumes (kentema on oligon). In the heirmos 
Οἱ τῶν πατρῴων there is an undifferentiated MeSi (as in the MSS Coislin and Grott-
aferrata E. γ. III). This sign connects the first phrase ending on G with the following, 
beginning with an ison. In the light of the previous MeSi, we could assume that the 
following verse begins on c (as the version of the MS Grottaferrata E.γ.II confirms).32 
From all these observations, we can say that this sign is a MeSi of nana. 
In the second mode the sign appears only one time, in the heirmos Φρουρὸς ἀσφαλής. 
Since the nenano is also considered a mesos tou deuterou,33 we can be tricked to suppose 
 
26 Gabriel, Abhandlung, 484-485: Τοῦ δὲ τρίτου τὸ ἤχημα λέγεται νανά. (English translation by the 
author of this article). 
27 Conomos (ed.), The Treatise of Manuel Chrysaphes, 341-343: «πλὴν ὅτε γένηται τριφωνία ἀπὸ τοῦ 
τρίτου, τότε τίθεται ἡ τοῦ τρίτου φθορά, ἥτις λέγεται καὶ φθορὰ πλαγίου τετάρτου καὶ ὀνομάζεται 
νανά.» 
28 Raasted (ed.), “The Hagiopolites,” § 45,17.  
29 MS Coislin 220: Ἐκ νυκτὸς ὄρθρίζοντες, f. 22v and Οἱ τῶν πατρῴων δογμάτων, f. 23v. 
30 MS Iviron 470, ff. 15v and 16v. 
31 Cf. the heirmoi Τὴν φωτοφόρον νεφέλην and Οἱ τῶν πατρῴων δογμάτων, respectively f. 15v and 16 
v. 
32 MS Grottaferrata E.γ.II, f. 305r. 
33 Cf. the Papadike (Vatican Library, MS Barb. Gr. 300, f. 13v.), edited by Giovanni Marzi, “Byzantina. Un 
manoscritto di teoria musicale del secolo XV,” in Quadrivium 23, no. 1 (1982): 27. (Italian translation: 46). 
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that it is a MeSi of nenano. The collation with the sources in Middle Byzantine notation 
shows instead that we have to do with a MeSi of nana.34 
It is noteworthy to observe that this modulation to nana, marked with the same MeSi 
in the MSS Coislin 220, Grottaferrata E.γ.III and Iviron 470, will later be ‘normalized’. 
In fact, in Grottaferrata E.γ.II we can read the same melody transposed a second down-
wards, insisting on the “regular” b, instead of the c. 
The same oscillation between an ‘older way to modulate’ on the note c and a ‘later’ one 
on b seems to be reflected in the Hagiopolites treatise, where we can read:  
 
“The tetartos consists of five notes. If the first and highest of these is re-
moved, the result is mesos tetartos (wich seems to make reference to nana) – 
called mesos because it is placed between. Parallel are also found in the other 
modes, corresponding to the place of mesos tetartos between tetartos and pla-
gios tetartos.”35 (In this case it seems to refer to the plagal of the second 
mode). 
 
If the nana is considered the echema of the tritos, it is not surprising that this MeSi is 
often used (48 times in total) in the third mode; in these cases, the second phrase begins 
on c, reached usually with a leap of a fifth upwards, sometime of a fourth. The notation 
marks the note c with oligon (with or without kentema) usually in conjunction with a 
parakletike.36 In two cases, there is only an ison, because the previous cadences are on c. 
When the ison is in conjunction with the parakletike it is different: in this shape it seems 
to have the same meaning of the oligon (as a matter of fact a Chartres ison), as already 
observed in a previous paper on Chartres neumes in the Coislin notation. 37 
This MeSi has the same melodic value in the barys too. In fact, the sign of nana is placed 
always after a cadence on F to indicate an incipit a fifth upwards. Only in two 
occurrences, the pitch c is reached on the third syllable. In these cases, it is signaled by 
an ison, rather than by an oligon. 
In the fourth mode there are only two occurrences (also seen in the Coislin and Iviron 
MSS) in the heirmoi Κευθμῶνες αἰώνιοι and Σὲ τὸν κατὰ τὴν τάξιν. They seem to 
have different meanings.  
 
34 Cf. table 4. 
35 Raasted (ed.), “The Hagiopolites,” § 50, 2-9. 
36 Cf. Christian Troelsgård, “The Rôle of the Parakletike in Paleobyzantine Notations,” in Paleobyzantine 
Notations. A Reconsideration of the Source Material, ed. Jørgen Raasted and Christian Troelsgård 
(Hernen: A.A. Bredius Foundation, 1995), 81-117. 
37 Cf. Martani, “The Neumatic System.” 
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In the heirmos Κευθμῶνες αἰώνιοι it is possible to interpret it as nana, because in the 
MS Grottaferrata E.γ.II the notation shows that the second phrase begins on c, reached 
with a leap of a fifth upwards.38 
In this passage, the Iviron MS shows the archaic features of its Middle Byzantine no-
tation, in fact it presents roughly the same melody as in Grottaferrata E.γ.II, but after 
the MeSi there is only an ison, that can be correctly sung only in the light of the previous 
MeSi of nana, as we have already demonstrated above.39 
The second occurrence, in the heirmos Σὲ τὸν κατὰ τὴν τάξιν, seems to be related with 
the note a, even if the melodic profile is not peculiar of nenano. In particular, the rule 
that requires a cadence on the plagal of the second mode is not respected.40 We would 
infer that in this passage the MeSi acts only as diastematic signal, rather than as a real 
modulation. As already observed, in the heirmos Φρουρὸς ἀσφαλής, the later version 
of the MS Grottaferrata E. γ. II normalizes the incipit of the fifth verse, beginning on b 
with the melodic accent on d.41 
In the related plagios there are 12 occurrences of as MeSi, that we can reasonably 
connect with nana because those same passages, in the Middle Byzantine version, have 
a leap of a fourth upwards on the pitch c. In two heirmoi the Iviron MS inserts also the 
MeSi of nana. Only in the heirmos Προσομιλεῖν τῇ ἀσεβείᾳ the Middle Byzantine 
version of Iviron and Grottaferrata MSS uses a leap of a fifth on d. It could be a variant, 
or another example of the process of modal normalization we have already observed 
in other heirmoi.  
In the plagal of the first mode there are no occurrences of this MeSi, in the second one 
the sign is used four times.42 One time as a main signature, and three times as MeSi. In 
all cases we should interpret it as nenano. As MeSi introduce a verse with a parakletike 
on oligon, the melodic pitch can be E (one occurrence) or a (two occurrences). In both 
cases the melodic features are typical of nenano. The contemporary MSS Coislin 220 
and Patmos 54 do not use MeSi, while in the MSS in Middle Byzantine notation the 
martyria of nenano always occurs. 
In the echos protos, in addition to MeSi of nana and the two signs of mesos, we can find 
six times the MeSi of the plagios tou protou.  
 
38 MS Grottaferrata E.γ.II, f. 88r. 
39 MS Athos, Iviron 470, f. 63r. 
40 «Eἰ δὲ θήσει τις ταύτην φθορὰν καὶ οὐ καταλήξει εἰς πλάγιον δευτέρου, ἀλλ᾿ εἰς ἕτερον ἦχον, 
τοῦτο οὐκ ἔστιν ἔντεχνον», in: Conomos (ed.), The Treatise of Manuel Chrysaphes, 507-512. 
41 See table 5. Another possibility would be to interpret the signature as a modal indication for the 
melodic movement which follows and can be also connected to nana-sonorities.   
42 In the heirmoi: Πρόσεχε οὐρανέ (f. 191v), Ἐν Βαβυλῶνι (f. 201r), Ῥεῖθρον ζωῆς (f. 203v, main 
signature) and Ὑπεραυγάζουσι παντός (f. 204v).  
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In two cases it marks a cadence on D.43 In the heirmos Σὲ ἥνπερ εἶδεν Μωυσῆς the 
MeSi refers backwards to the cadence F – E – D; in the following phrase the incipit 
seems to be placed in the upper tetrachord, even if the tradition in the MSS with 
Middle Byzantine notation is not consistent: the Iviron MS has an undifferentiated 
MeSi of nana followed by ison, and we can infer an incipit on c, (although with an error 
of the copyist); the Grottaferrata MS E.γ.II instead uses a hypsele to begin the verse 
regularly on a. In only one occurrence there is a clear modulation in the plagal mode. 
In this case, Coislin and Iviron MSS use the same MeSi of plagios tou protou. 
One occurrence marks a cadence and an incipit on G, that could be explained by the 
use of G in the main signature of the plagal of the first mode.44 
In three cases it marks a typical cadence on a, with the incipit of the following phrase 
remaining in the upper tetrachord (on a, or b). In the first occurrence, we can infer that 
the MeSi is a pointer: it signals that after the cadence, there is a melodic/modal context 
of the plagios tou protou, even if transposed a fifth upwards.45 
The last two examples are more difficult to explain. It is possible to think that the plagal 
melody was felt as transposed in the upper tetrachord, but the range of a fifth on which 
the phrase moves, is more typical of the authentic mode than of the plagal one. 
It is more difficult to explain the use of the MeSi of deuteros, both authentic (five occur-
rences) and plagal (only one). In three cases (the heirmoi Ἐπὶ πήχεις, Τοὺς ἐξ ἀχλύος 
and Τὴν ζωοδόχον),46 we could justify this signature as “diastematic” element: in the 
first two heirmoi there is an incipit on b; in the last one there is a cadence on G, in fact 
the melodic profiles are typical of the first mode. 
In the other cases its use looks inexplicable, because the MeSi is placed after a cadence 
on a and an incipit with the same pitch used as tenor.47 It could be a different version 
compared to the Middle Byzantine version, but a synoptic view does not support this 
hypothesis. 
Would it be reasonable to suppose a modulation with the purpose to insert chromatic 
elements characteristic of the deuteros? I have no certain answer: however, it is 
interesting to observe that in three occurrences the other contemporary 
Palaeobyzantine MSS use the same MeSi (three times the Patmos MS and two times 
the Coislin one). 
 
43 In the heirmoi Καταύγασον ἡμῶν (Ga, f. 23r) and Σέ, ἥνπερ (Ga f. 25r). 
44 Cf. the table 6.1. 
45 Cf. the table 6.2-4. 
46 MS Grottaferrata E.γ.III, respectively f. 4v, 17v and 25r. 
47 In the heirmoi Ὁ πρόφητης ἐν τῷ κήτει (Ga f. 16r), Σὲ τὴν ἐν κροσσωτοῖς (Ga f. 26v), Ἅλιον 
ποντογενές (Ga f. 19r, MeSi plagios tou deuterou). 
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What we observe in the echos protos is enough to give us an idea of the use of MeSi in 
this MS.  
I believe, that, although very matter-of-fact is available, a careful analysis of each 
occurrence is the best way to shed light on the process of transformation not only of 
the melodic and modal structure of this repertory, but also of the notation, in a period 
of important changes that will lead to a new notational system and in which a revision 
of the hymnographic collection is put into effect. 
To summarize: How can we explain this widespread use of MeSi in the Grottaferrata 
MS? In many occurrences it seems that rather than signalling modal aspects, modal 
context in which the next phrase will move, modulations or transpositions, the copyist 
is looking for a way to define the melodic pitches. 
However, in some cases, the MeSi is indeed inserted to remark ‘unusual’ modal 
passages – unusual, that is from a theoretical point of view. Is it possible to connect it 
with a process of modification and systematization of the melodic outline, a process 
undertaken to fit it better in the ‘theoretical’ oktoechos?  
Some of the examples presented above seem to move in this direction. The theoretical 
treatises, still in the 14th-15th century, report contradictory elements and show that there 
were different opinions about the number of the echoi and some of their characteristics. 
Moreover, our copyist, as I have already observed, had different sources at his 
disposal, some more archaic than others, and in some cases he records variants that 
are not present in the other known sources. He seems to try to collect and put together 
all he can find, even if in a confused and unsystematic way, probably in the effort to 
assemble a more complete collection. 
In any case, based on present knowledge, some occurrences remain without a 
plausible explanation. 
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Table 1 
Medial Signatures in selected old Heirmologia 
 
a. MeSi in the old heirmologia 
Laura B 32 Patmos 55 Saba 83 Grottaferrata E.γ.III 
 
Iviron 470 
ca. 160  ca. 25  ca. 10 228 ca. 65 
 











































10th century 10/11th c. 11th c. 12th c.  
(1st half) 





48 Cf. Raasted, Intonation Formulas, 97-98, with new data from Patmos 54 and Grottaferrata E.γ.III. 
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c. MeSi in the plagal of the first mode49 
 
 
49 An * close to the incipit of some heirmoi indicates that there is no Middle Byzantine version of those 
pieces. 
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Table 2 
MeSi in the MS Grottaferrata Ε.γ.ΙΙΙ 
 
  same/parallel mode related modes other modes phtorai 
Protos 1 pl 6 Mesos 2 2 aut 5 nana 10 
          2 pl 1     
Deuteros 2 pl 6         phthora 45 
  2 aut 2         nana 1 
Tritos 3 aut 1 1 aut 1 2 pl 6 nana 48 
Tetartos 4 aut 1 2 aut 5 1 pl 5 nana 2 
      2 pl 4 3 aut 1     
          barys 1     
Plagios tou protou 1 aut 22 Barys 1         
Plagios tou 
deuterou 2 aut 6     3 aut 2 phthora 16 
              nana 4 
Barys     1 aut 2 2 aut 11 nana 14 
          4 pl 1 phthora 2 
Plagios tou 
tetartou 4 aut 8 2 aut 29 3 aut 3 nana 12 




Martani, Modal References... 
 407 
Table 3 
MS Grottaferrata E.γ.III (f. 11v., detail). 
(With permission of the Ministero per i Beni e le Attività Culturali – Biblioteca del Monumento 
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Table 4 
Modulation in the heirmos of the second mode Φρουρὸς ἀσϕαλής (EE 40). 
 
Table 5 
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Table 6 
Cases of modulations in heirmoi of the first authentic mode. 

















































Άθως, Μονὴ Βατοπεδίου, ms 1531. Μονὴ Ιβήρων, ms 470. Mονὴ Μεγίτης Λαύρας, 
ms Β.32. 
Grottaferrata, Biblioteca statale del Monumento nazionale, mss E.γ.III and E.γ.II 
Yerushalayim, Πατριαρχικὴ Βιβλιοθήκη Ἁγίου Σάββα, ms 83 
Paris, Bibliothèque nationale de France, ms Coislin 220 
Πάτμος, Μονὴ το Ἁγίου Ἰωάννουυ τοῦ Θεολόγου, mss 54 and 55 
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